The "Report to an Academy" narrates a curious situation: an ape presents (or rather, performs) a report to an academy. What he presents is an autobiography. Like so much in Kafka, the "Report" is a parable about writing in general and about the writer's identity in particular. This essay attempts to address these issues through a close reading of Kafka's text against Blanchot's L'espace littéraire. Central to this endeavour is an analysis of the ape's use of the first-person pronoun as someone who fashions himself while, at the same time, presenting a theatrical autobiography featuring the self in question. My reading then moves on to analyze the act of writing as a negotiation of the passage between self and other, framed as it is by the theatrical context of Kafka's parable.
Aping the Ape: Kafka's "Report to an Academy"
Ziad Elmarsafy Wellesley College
This essay is an attempt at reading Kafka' s "Report to an Academy" in light of the following quote from Blanchot's The Space of Literature: Writing is the interminable, the incessant. The writer, it is said, gives up saying "I." Kafka remarks, with suprise, with enchantment, that he has entered into literature as soon as he can substitute "He" for "I." . If to write is to surrender to the interminable, the writer who consents to sustain writing's essence loses the power to say "I." And so he loses the power to make others say "I." Thus he can by no means give life to characters whose liberty would be guaranteed by his creative power. The notion of characters, as the traditional form of the novel, is only one of the compromises by which the writer, drawn out of himself by literature in search of its essence, tries to salvage his relations with the world and himself. (26) (27) There are, to this end, three initial assumptions on which this reading is based. First, it is assumed that the "Report" is a parabolic investigation of the situation of the writer in general and of the writer in the first person in particular. Second, that this writer is Kafka himself, although the name ought, perhaps, to be placed in quotes. Third, that the space of this parable is the locus of a certain de-metaphorisation whereby the figurative is made literal. In parable, therefore, an ape speaks. The "Report" traces the development and subsequent (but necessary) failure of an identity. Blanchot's starting-point is with the move from first to third person as sine qua non for the production of writing. The concern of the "Report," on the other hand, is with the converse procedure, with writing in the first person after having started in the third.' The ape's situation as a performer is the parabolic equivalent of the situation of the writer. The ape epitomizes, in his act, the impossibility of saying "I" without qualification, and consequently the utter impossibility of writing an autobiography. Caught in such a situation, the only possible relation to the self is performative: one cannot say "I" or locate "I" with any certainty; one can only enact "I," quote "I," recite "I." In so doing, one runs into and is trapped in the clash between two opposing visions of the self, of which some paired variants can be described as the continuous and discrete self, past and present self, empirical and transcendent self, narrated and narrating self, Ithen and I now .2 The ape's identity is caught in the gap that separates each of these like a reflection trapped in two opposing mirrors. The self thus forged is permanently doomed to this oscillation.
There are, in this context, two components to the vector of the ape's self, the formative and the performative. They are mutually dependent; neither without either could or would obtain. The first is located in the ape's observation of the sailors through the bars of his cage and his taking them for his specular doubles. This tendency towards mistaking humans for himself is continued in the parallels he draws between himself and his audience during his performance. The second is played out in the performance itself and in the necessary repetition of this performance on future occasions. As we watch, or read, Kafka' s ape, we bear witness to the presentation of the self in a timeless universe, a self that only exists at the moment of its presentation before an audience.' The ape's relationship to himself is theatrical: he cannot say "I," he can only play it. In tracing the development of this performed identity, I would like to proceed in stages, first establishing the parallels between the ape and the writer, second, turning to the "mirror stage" that enables and forms the crux of the ape's self-presentation, and finally examining in detail the dynamics of the performance and its consequences.'
A Portrait of the Artist as an Ape:
In principle, the final consequence of the metamorphosis of"I" into "he" is the formation of an (auctorial, written) identity. The act of writing, the extended trope by which first person becomes third, is to a certain extent an obsessive return to the mirror stage wherein the self is made, constructed both as self and other simultaneously, and where the necessity ofthe lacking self as requisite condition for self-(re)production is discovered. in 20th & 21st Century Literature, Vol. 19, Iss. 2 [1995] His Body, His Other, His Self The ape's mirror stage can be broken down into three important phases, as it were: the negation of his body, the discovery of the human specular double and, finally, the formation of his "self."
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Studies
The ape invokes the "Red Peter" incident within the first two paragraphs of the account of his capture. He resents the name because it is strictly corporeal. It does not take into account the internal change that puts him miles ahead of the "performing ape Peter, who died not long ago and had some small local reputation" (248) .6 The ape also undertakes a special effort to display and disavow his body simultaneously, as though the display of his bullet wounds (and the concomitant display of his body) were standard operating procedure in the service of the truth. The ape makes a case for himself by displaying the evidence as represented by the so-called wanton shotthat made its mark on his well-groomed fur. Despite his polite protestations to the contrary, our hero is quite sensitive to human efforts at inscribing the signs of domination on his body, and insists on making frequent mention thereof: the bars of the cage cut into his flesh, when he thinks he thinks with his belly, and when he urges his listeners to understand his situation he admonishes them to scratch themselves raw between the toes. It is remarkable that all these instances involve the removal of his "wellgroomed fur," the one sign of corporeality that stands between him and the world of men. When his first mentor tried to vent his rage at the ape's Affennatur he tried to burn his fur off. His formation as a thinking entity starts with that inscription; his cogito depends as much on an awareness of his body, albeit tinted with the stain of disavowal, as it does on a perception of his mind.
The ape's transformation from an animal into something more developed depends on his body, or rather on a body. Our hero undergoes his formative experience with the image of a human body rather than the body of an ape before him, gazing at the sailors through the mirror that was the bars of his cage. The first trick that he learns, the human handshake, marks the culmination of something that has been in the making ever since his days on the Hagenbeck steamer. His understanding of freedom further confirms his corporeal obsession as well as his choice of a specular double. To him the epitome of human freedom is represented by the flying trapeze, "movement that masters itself (250)" ' selbstherrliche Bewegung,' (175) precisely because, like him, it is conceptually trapped in the space of the body. The paragraph's closing sentence seals the coupling between ape and man, between the 4 Studies in 20th & 21st Century Literature, Vol. 19, Iss. 2 [1995] 
Performance
Thus the first step leading out of the cage involves the ape's staging himselfbefore the sailors, as he will continue to do before his audiences later on. They see an ape speaking, ostensibly in his own name, an ape who says "I" and who in so doing declares himself to be a former ape. He never declares himself to be human; his evolution is not a metamorphosis in the strict sense.' As a former ape in the world of men, his condition is predicated on and regulated by the aforementioned solitude so crucial to the execution of his endeavour. His project, existentially speaking, can be summed up as the will to present himself before an audience and thus be validated. His status as a performer is bound inextricably with his situation as an erstwhile ape. His task would otherwise prove senseless: "I could not risk putting into words even such insignificant information as I am going to give you if I were not quite sure of myself and if my position on all the great variety stages of the world had not become quite unassailable" (246 Bucephalus) and the description of a never-ending performance with which "Auf der Galerie" opens are especially relevant here.
4. The term is, of course, taken from Lacan. In the present context, however, it is used less in a strictly psychoanalytic sense than as a designation of the moment when the grasp gained of the self as other leads to the formation of an identity.
5. Having said that, I should also point out that the ape represents these claims as part and parcel of his performed persona. There is an oscillation that parallels that of the performed self enacted on the part of the reader (or audience member) in this case, since the ape is aware of his body and makes a point of displaying his fur but goes on to discount its significance. He does 10
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